Pilar's return to and departure from Cuba. Within this body of criticism, Pilar's nostalgia for Cuba is depicted as the product of her family's exile and thus, the sole motivating force for Pilar to initiate her travel that is ultimately satisfied by her reconnection with Celia. Within this essay, I will argue that this nostalgia must be read in relation to the novel's representation of globalization2 and its workings. As a result, I hope to complicate the currently established reading of Dreaming in Cuban, moving beyond the interpretation of the novel's ending in terms of a merely positive recuperation of identity to its implications regarding the possibilities for cultural production and creativity within a global market.
"Shit, I'm only twenty-one years old. How can I be nostalgic for my youth?" (198): Pilar's question serves as the key to understanding Cristina Garcia's Dreaming in Cuban and its labyrinth of journeys and migrations. At her birth, Pilar inherits a mission from her grandmother, that of recording a family history which will serve as an alternative to the dominant historical narrative.3 The family's exile, however, prevents Pilar from having direct access to Cuba, the origin and subject of this alternate historical project. Nostalgia consequently serves as the route Pilar travels in order to recuperate her family memories as well as a sense of her own identity and space of belonging. While entrance into a journey of nostalgia leads Pilar to complicate her relationship to Cuba, Pilar's negotiation of her identity is nevertheless overshadowed and overdetermined by this nostalgia and its own confused origins. Dreaming in Cuban ambivalently positions Pilar's nostalgia as both a product of her creative imagination and a product of globalization.
Within Dreaming in Cuban, nostalgia emerges as the desire to reconnect with the original objects of memory's gaze, to possess an alternative history, one that is personal and familial, over the national and public History.4 The experience of exile accentuates this desire for a return to the past. In Questions of Travel, Caren Kaplan notes that, "When the past is displaced, often to another location, the moder subject must travel to it, as it were. History becomes something to be established and managed through. . forms of cultural production. Displacement, then, mediates the paradoxical relationship between time and space in modernity" This desire to record the marginal is linked to Pilar's relationship with her grandmother, Celia. What comforts Celia at the beginning of the novel is that "Pilar records everything" (7). When Pilar finally arrives in Cuba to meet her grandmother again, Celia greets her by saying, "I'm glad you remember, Pilar. I always knew you would" (218). The last letter Celia writes, and which completes the novel, reiterates Pilar's inheritance: "The revolution is eleven days old. My granddaughter, Pilar Puente del Pino, was born today. . . I will no longer write to you, mi amor. She will remember everything" (245). But why is Pilar chosen for this mission? Since Celia's children are either dead (Felicia and Javier) or deaf to her needs (Lourdes), she tells Pilar that as her granddaughter, she is Celia's last hope for salvation: "Women who outlive their daughters are orphans, Abuela tells me. Only their granddaughters can save them, guard their knowledge like the first fire" (222). Pilar certainly excels early at her recording task, claiming that she remembers everything that's happened to her since she was a baby, even word-for-word conversations (26). Nevertheless, as Pilar becomes older, her ability to connect to her grandmother via her dreams fades, and she is disconnected from Cuba, with only her imagination left to fulfill Celia's request.
In the absence of this authentic connection to Cuba, Pilar finds herself attempting to recapture an alternate history via imagination as well as developing a growing dependence upon commodities to fill this void of memory. Pilar recognizes that there can be no access to "authentic" origins precisely because of commodification, the only access then being to commodities or commodified experience. As a result, Pilar begins to ponder the limitations set on art and other forms of cultural production in such a globalized context. In particular, she cites the mainstreaming of the punk movement as an example of the market's workings. In a record shop, Pilar sees "a Herb Alpert record, the one with the woman in whipped cream on the cover," noting that it now looks so tame to her (197). The once-provocative cover of the record album is revealed to be an illusion since "the woman who posed for it was three months pregnant at the time" and "it was shaving cream, not whipped cream, she was suggestively dipping into her mouth" (197) .
Pilar demystifies the role of music as a counter-culture, but why is it no longer invested with the same ability to challenge norms? What has changed? Pilar points to the entrance of punk music into the mainstream market as a moment of loss:
Franco and I commiserate about how St. Mark's Place is a zoo these days with the bridge-and-tunnel crowd wearing fuschia Mohawks and safety pins through their cheeks. Everybody wants to be part of the freak show for a day. Anything halfway interesting gets co-opted, mainstreamed. We'll all be doing car commercials soon. (198) The markers of punk, the piercings, the hair, are no longer emblems of a fringe movement but have become mainstream fashion, worn in order to fit in. Pilar remarks on the difficulty of being oppositional without having those visual markers commodified, transformed into a market category that is used in car commercials, for instance, to reach a specific audience. However, it is not simply the visual aspects of these movements that have "sold out"; the cultural production, punk music itself, loses its edge via mass marketing. Pilar laments that in the initial stages of punk music "you could see the Ramones for five bucks" but "nowadays you have to pay $12.50 to see them with five thousand bellowing skinheads who won't even let you hear the music" (199). Resistance is projected into the past, no longer accessible even to Pilar, who realizes that she too has lost her rebellious edge: "How many lifetimes ago was that? I think about all that great early punk and the raucous paintings I used to do" (emphasis added, 198). Indeed, Pilar now regularly joins jam sessions at Columbia University to play "this punky fake jazz everyone's into" with her bass (198). The punk culture's oppositionality is now a sad imitation of an original resistance movement; what is left is an illusion.
Although Pilar states that she wants to be "counted out" of this process of commercialization, she is affected by the market shift and depends upon the flow of the marginal into the mainstream to find alternate modes of reconnecting with her Cuban past (199). In the very same record store where she speaks of her disillusion with punk music, Pilar buys an old Beny More album.6 By taking the position of consumer, she simultaneously engages in the commodification of Cuban culture and bonds with a member of the Hispanic community, the record store cashier, Franco. Thus, the mainstreamed market category of Latin music provides Pilar with access to the cultural production of Cuba. In addition, Pilar connects with a community that shares her interest in these objects of Hispanic culture as well as her experience of exile. With Franco, Pilar discusses "Celia Cruz and how she hasn't changed a hair or a vocal note in forty years. She's been fiftyish, it seems, since the Spanish-American war" (197-98). Interestingly, the figure of Celia Cruz, like Cuba itself in the novel, retains a certain timelessness and authenticity that the punk music loses after entrance into the mass market.7 The purity of Celia Cruz's selfhood appears to defy any and all historical changes brought about by colonialism as well as the Cuban Revolution. Stuck at "fiftyish," Cruz seems enviable and anomalous in her ability to remain unaffected by time. The representation of Celia Cruz then appears in stark contrast to that of Pilar's aging grandmother who shares the same name, and therefore serves to foreground the two veins of cultural inheritance Pilar can trace, either via the market or blood relation.8 During Pilar's visit to a botdnica, Cuban culture continues to be associated with an immunity to the market's workings, or located outside of them altogether. Inside the botdnica on Park Avenue, Pilar finds religious objects which are obviously produced for the mass market, but which are markers of Hispanic-Caribbean culture, such as "plastic plug-in Virgins" (199). Nevertheless, Pilar invests a special meaning in these objects, remarking that "the simplest rituals. . . are most profound" (199). It is of central importance then that the owner of the shop refuses payment for the objects he gives to Pilar, herbs, a white votive candle, and holy water, with the explanation that "This is a gift from our father Chang6" (200). The narrative situates Pilar's initiation into the rituals of santeria outside of the marketplace, such that the exchange is not a business transaction, and therefore uncorrupted by commodification. Pilar appears to be following in the footsteps of Celia herself, who "visited the botdnicas for untried potions" to deal with the melancholia incurred by Gustavo's departure (36). The difference, however, is that the narrative highlights the bot6nica as a place of commerce for Celia since she actually "bought tiger root from Jamaica" and other herbs (36). Pilar's encounter is specifically enabled by the botanica's function as a store but nevertheless set outside the rules of market exchange since no monetary payment is made.
Although the text positions Pilar's relationship to santeria and Cuban culture as outside of market influences, the narrative exhibits some discomfort with locating cultural meaning within market commodities. The ambivalent representation of globalization continues throughout the novel, with Celia linking the function of the market to the transformation of memory into a commodity. Celia portrays memory as beyond definition or boundaries, appearing as ambiguous "slate gray, the color of undeveloped film" (47-48). Commodification, by contrast, seeks to concretize. Celia asserts, "it was an atrocity to sell cameras at El Encanto department store, to imprison emotions on squares of glossy paper" (47-48). The processing of the photographs eliminates the freeform of memory in order to create concrete images that can be massproduced and sold.
Nostalgia is both a product of the market and yet a motivating force within it, necessitating the continual search for cultural roots, and the commodified versions of them. Within the novel, nostalgia functions as an attempt to allay the damage to affect or emotion incurred by the processes of mass commercialization within contemporary capitalism. Certainly, Celia's description of the relationship of photography to memory and emotion serves as a useful metaphor for this process. Nostalgia desires to transform elusive memory into certainty, and yet the object of memory will always escape the grasp of nostalgia; the photograph is a poor substitute since it must limit the range of creative possibilities that engender nostalgic desire to begin with.
Even while Celia laments the negative effects of the market, Pilar's mother, Lourdes, views capitalism as a site of empowerment. As proprietor of her own bakery, "Lourdes felt a spiritual link to American moguls, to the immortality of men like Irene du Pont" (171). The immortality which the market provides Lourdes is envisioned through mass consumption, literally: "She envisioned a chain of Yankee Doodle bakeries stretching across America to St. Louis, Dallas, Los Angeles, her apple pies and cupcakes on main streets and in suburban shopping malls everywhere" (171).9 Not only is Lourdes "convinced she can fight Communism from behind her bakery counter," but mass production also allows her to identify herself with an alternate community, one that is not Cuban While unable to fulfill her role as recorder, the travel to Cuba does transform Pilar: "I wake up feeling different, like something inside of me is changing, something chemical and irreversible. There's a magic here working its way through my veins" (236). The mysterious changes at work within Pilar cause her to recognize the obstacles in the way of her recording task: "Until I returned to Cuba, I never realized how many blues exist" (233). The multiplicity of blues mirrors that of the various and often contradicting memories related to Pilar by her family. A newfound awareness of the competing histories and memories complicates Pilar's attempt to formulate an alternate family history that has the coherence of the family tree diagram opening the novel. Pilar's reaction to the mob scene at the Peruvian embassy, the beginning of the Mariel boatlift, challenges her ability to fulfill her grandmother's imperative: "Nothing can record this, I think. Not words, not paintings, not photographs" (241). What is it about Cuba that remains unrecordable? Is Cuba's inability to be transcribed into cultural production related to Pilar's final exile from, and thus rejection of, the island?
It is precisely the narrative of Cuba's public history and positioning outside of the global market that continually prevents Pilar from having direct access to the family memory, such that the relationship between the Revolution, time, and history drives Pilar's nostalgia for and rejection of Cuba. The narrative associates Cuba, as object of Pilar's nostalgia, with isolation: "Cuba is a peculiar exile, I think, an island-colony. We can reach it by a thirty-minute charter flight from Miami, yet never reach it at all" (219). Cuba's exile is derived from its geographic isolation as an island, and yet, Pilar hints that there is a further "pecularity" regarding Cuba's position. Celia similarly depicts Cuba in terms of exile:
What was it he read to her once? About how, long ago, the New World was attached to Europe and Africa? Yes, and the continents pulled away slowly, painfully after millions of years. The Americas were still inching westward and will eventually collide with Japan. Celia wonders if Cuba will be left behind, alone in the Caribbean sea with its faulted and folded mountains, its conquests, its memories.
(48)
The world moves westward in a geographic flow, while Cuba is left alone, apparently the only island in the Caribbean. This image evokes the concerns that Garcia mentions, in an interview with Iraida H. L6pez, regarding the "U.S. policy of continuing to isolate Cuba in a world where everybody else has been accepted and dealt with" (L6pez 105). Cuba is marked by a singularity, its inability to enter into this transcontinental movement.
In effect, the novel's Cuba is isolated because it is not part of the global marketplace; the Revolution severed its ties to the world market, and therefore it is not involved in this westward progress, a globalism reconnecting the world's continents and nations.12 Celia's description of Cuba's exile is preceded by her hopes for Cuba's reintegration into a global market, via the processing of sugarcane: "She pictures three-hundred-pound sacks of refined sugar deep in the hulls of ships. People in Mexico and Russia and Poland will spoon out her sugar for coffee, or to bake in their birthday cakes. And Cuba will grow prosperous" (45). However, this dream is not a reality since the narrative emphasizes that Cuba's connections to the global marketplace are a thing of the past. Within the novel, the Revolution not only results in the painful separation of families, but also removes Cuba from the influence of the United States and the sea of global capitalism.13
The novel's nostalgia for Cuba, the Cuba that Pilar can never reach, is for a pre-Revolution time, when Cuba was an islandcolony of the United States. Celia's letters are all written before the Revolution, and serve as the underlying structure and voice of the novel. In these letters, Celia describes Cuba as "a place where everything and everyone is for sale" (164). The narrative's nostalgic look backwards into the past is particularly obsessed with the seductive presence of US commerce on the island. Interwoven with Celia's narrative are reminders of the already globalizing influence of American culture. The American motion picture industry promotes the dispersion of US products and fashion. Celia notes that although her "Tia Alicia considered the American films naive and overly optimistic" they were "too much fun to resist" (94). Consequently, Tia Alicia "named her two canaries Clara and Lillian after Clara Bow and Lillian Gish" (94). Celia also recalls how, "My girlfriends and I used to paint our mouths like American starlets, ruby red and heart-shaped. We bobbed our hair and. .. tried to sound like Gloria Swanson. We used to go to Cinelandia every Friday after work. I remember seeing Mujeres de Fuego with Bette Davis" (100). Not only is pre-Revolution Cuba marked by the globalization of American culture, but the island is also a site of American tourism and commerce. For example, during her days working at the major department store, el Encanto, Celia's biggest camera sales were to Americans (38).
Upon The novel locates the market as a space dominated by English as the global language; success therefore entails learning English and leaving Cuba behind. It is no accident that when Celia drowns herself at the end of Dreaming in Cuban, she recites a Lorca poem in English for the first time in the novel (243).16 This literary translation at the moment of Celia's death signifies the novel's pessimistic prediction of Cuba's future in a global world.17 Within the novel, translation means death and by extension, if Cuba is translated, it will die. However, the novel's Cuba is also doomed by the language it speaks, Spanish, because it is not the global language, the language in which one can speak to a million at once. While in the United States art is eventually co-opted by the mass market, there nevertheless remains the potential of reaching a global community, or creating a community through art, as is the case with Pilar and Franco in the record store.
In the end, Pilar cannot stay in Cuba, or she will be restricted to being Cuban, which the novel continually associates with sickness, stagnancy, and death. On the other hand, the United States offers Pilar access to commodified Cuban culture (such as Beny More and santeria) and also to a marginalized American identity (via Lou Reed and punk music). There, Pilar can be Cuban and American.18 Pilar's formulation of this in-between identity via globalization prompts her to help Ivanito escape Cuba on the Mariel boatlift. By telling Celia that she was unable to find Ivanito at the Peruvian embassy, Pilar accepts Lourdes's decision to initiate him into exile and nostalgia. Ultimately, the novel suggests that Ivanito is better off being Cuban somewhere other than in Cuba. In turn, Pilar accepts her own self-conflicted identity and the intrusion of both history and distance onto the family: "I'm afraid to lose all this, to lose Abuela Celia again. But sooner or later I'd have to return to New York. I know now it's where I belong-not instead of here, but more than here" (236). Through Pilar's final betrayal of Celia, and Celia's subsequent drowning, Dreaming in Cuban melancholically posits nostalgia as a product of entrance to the global world, and a better fate than never being part of the global marketplace. 12. While silent regarding the economic and political ties between Cuba and the rest of the Caribbean, the novel also downplays the island's access to a larger global market and in particular, the significance of Cuba's relationship to the USSR. Dreaming in Cuban depicts this relationship as having negative consequences on the Cuban people via the characterization of Javier and his death. His broken relationship with his wife and child serves as a reflection of the broken political ties and loss of subsidies after the dismantling of the Soviet bloc. The narrative represents Cuba's ties to the USSR as unsustainable and not compatible with entrance into the global market. 13. In the criticism written on Dreaming in Cuban, the narrative's portrayal of the Cuban Revolution's consequences is limited to an analysis of the familial separation or a formulation of a gender counter-revolution. The best examples of these include O'Reilly Herrera's work and L6pez's article on madness and resistance. 14. It is curious to note that the novel represents the timelessness of the Cuban Revolution as a stasis or death while the timelessness of the market, as evinced by Celia Cruz and Lourdes, engenders immortality or perpetuity of being. 15. Luz and Milagro could be claimed as exceptions because they presumably continue to live in Cuba after Ivanito defects. Since the novel never fully develops these characters, their survival in Cuba does not symbolically outweigh the deaths of the more major characters, especially Celia and Felicia. Nevertheless, if one were to consider them further, it is possible that Luz and Milagro become irrelevant within the narrative's symbolic logic because of their opacity.
